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She was undeniably spare, and ponderably light, and proveably tall; when people had wished to 
distinguish her from the other two Miss Archers they had always called her the willowy one.  Her hair, 
which was dark even to blackness, had been an object of envy to many women; her light grey eyes, a 
little too firm perhaps in her graver moments, had an enchanting range of concession. 10）
イザベルの黒髪とグレイの瞳は映画ではニコール・キッドマンのブロンドの髪と青い瞳に変わっ
ている。
Isabel Archer was a young person of many theories; her imagination was remarkably active. (Ⅲ , 66)
…It maybe affirmed without delay that Isabel was probably very liable to the sin of self-esteem; she 
often surveyed with complacency the field of her own nature; she was in the habit of taking for granted, 
on scanty evidence, that she was right; she treated herself to occasions of homage. (Ⅲ , 67)…The girl 
had a certain nobleness of imagination which rendered her a good many services and played her a great 
many tricks.  She spent half her time in thinking of beauty and bravery and magnanimity; she had a fixed 
determination to regard the world as a place of brightness, of free expansion, of irresistible action: she 
held it must be detestable to be afraid or ashamed.  She had an infinite hope that she should never do 
anything wrong. (Ⅲ , 68)…Altogether, with her meagre knowledge, her inflated ideals, her confidence 




at once innocent and dogmatic, her temper at once exacting and indulgent, her mixture of curiosity and 
fastidiousness, of vivacity and indifference, her desire to look very well and to be if possible even better, 
her determination to see, to try, to know, her combination of the delicate, desultory, flame-like spirit and 
the eager and personal creature of conditions: she would be an easy victim of scientific criticism if she 
were not intended to awaken on the reader's part an impulse more tender and more purely expectant.(Ⅲ, 
69)...It often seemed to her that she thought too much about herself; you could have made her colour, 
any day in the year, by calling her a rank egoist.  She was always planning out her development, desiring 
her perfection, observing her progress.  Her nature had, in her conceit, a certain garden-like quality, a 
suggestion of perfume and murmuring boughs, of shady bowers and lengthening vistas, which made her 
feel that introspection was, after all, an exercise in the open air, and that a visit to the recesses of one's 










































For herself, she lingered in the soundless saloon long after the fire had gone out.  There was no danger 
of her feeling the cold; she was in a fever.  She heard the small hours strike, and then the great ones, but 
her vigil took no heed of time.  Her mind, assailed by visions, was in a state of extraordinary activity, 
and her visions might as well come to her there, where she sat up to meet them, as on her pillow, to make 
a mockery of rest.  As I have said, she believed she was not defiant, and what could be a better proof of 
it than that she should linger there half  the night, trying to persuade herself that there was no reason why 
Pansy should n't be married as you would put a letter in the post-office?  When the clock struck four she 
－ 87 －
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got up; she was going to bed at last, for the lamp had long since gone out and the candles burned down 
to their sockets.  But even then she stopped again in the middle of the room and stood there gazing at a 





























Archer saw all the harmless-looking people at the table as a band of quiet conspirators, with himself, and 
Ellen, the center of their conspiracy....
Narrator(V.O.)
He guessed himself to have been, for months, the center of countless silently observing eyes and 
patiently listening ears.  He understood that, somehow, the separation between himself and the partner of 








Ⅵ．The Portrait of a Lady: 小説
　『ある婦人の肖像』はヘンリー・ジェイムズのいわゆる「国際もの」と言われる部類に入る。基
本的に「純







12）Martin Scorsese and Jay Cocks, The Age of Innocence: The Shooting Script 110. 撮影台本の台詞はウォートンの原
作をほぼそのまま踏襲している。原作のアーチャーの心理描写はこう続く。
 　As these thoughts succeeded each other in his mind Archer felt like a prisoner in the centre of an armed camp.  He 
looked about the table, and guessed at the inexorableness of his captors from the tone in which, over the asparagus 
from Florida, they were dealing with Beaufort and his wife.  “It's to show me,” he thought, “what would happen to me―” 
and a deathly sense of the superiority of implication and analogy over direct action, and of silence over rash words, 

































“ It was the house of darkness, the house of dumbness, the house of suffocation. Osmond's beautiful 
－ 90 －
mind gave it neither light nor air; Osmond's beautiful mind indeed seemed to peep down from a small 
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